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On March 24, Schindler wrote: 
'He is conscious of his approaching end, for yesterday he 

said to me and Breuning, "Plaudite amici, Comoedia finita 
est." 

'The last few days have been memorable ones. He sees 
the approach of death with the most perfect tranquillity of 
soul and real Socratic wisdom. Yesterday we were so 
fortunate as to finish the business of the will. Three days 
after the receipt of your last, he was much excited, and 
would have his sketch of the tenth Symphony brought to 
him, concerning the plan of which he talked to me a great 
deal. It was destined for the Philharmonic Society, and 
according to the form which it assumed in his morbid 
imagination it was to be a musical leviathan, compared with 
which his other grand symphonies would be merely trifling 
performances.' 

On March 26, 1827, Beethoven died at Vienna, 
in the fifty-seventh year of his age. The members 
of the Society must have received the melancholy 
news with deep regret, but at least their sorrow was 
chastened by the reflection that they had done 
their duty to the greatest composer of their age. 

The generous dealings of the Society with 
Beethoven were pleasingly recognised in 1870 by 
the gift of a bust of the composer from Frau 
Linzbauer, as detailed below. We have the pleasure 
of giving a reproduction of a photograph of the 
bust with our present number. 
THE PHILHARMONIC SOCIETY'S BUST OF BEETHOVEN. 

The original bust from which our illustration 
is taken has (says Dr. Cummings) a specially 
interesting history. It was modelled in 1826 by the 
famous Viennese sculptor, F. Schaller, who made 
several drawings of Beethoven's head as preparatory 
studies for the work, which he executed expressly 
for Carl Holz, an intimate friend of Beethoven. 
Holz was a violinist, and very active in making the 
master's music familiar to the public of Vienna. He 
expressed himself thoroughly satisfied with the 
surpassing excellence of the bust, and six other 
intimates of Beethoven made the following declara- 
tion: 'The bust is in every way unique, and the 
undersigned gentlemen, who were all personally 
acquainted with Beethoven, hereby certify that it is 
a remarkable and speaking likeness of the great 
original.' [Here follow various signatures.] 

The bust remained in the possession of Holz 
until his death in I858, when it was purchased 
by Frau Linzbauer, who, as a pupil of Holz, had 
from her childhood frequently seen and admired 
it. She, a devout worshipper of Beethoven's 
genius, resolved that the Philharmonic Society of 
London, who had so generously assisted Beethoven 
in his last illness, were the rightful heirs of such a 
precious memorial of the departed composer. 
Accordingly she made a will bequeathing it to the 
Society, but in 1870, on the occasion of the 
centenary of the composer's birth, she resolved to 
make the presentation at once. The bust is 
carefully treasured as one of the most valuable 
effects of the Philharmonic Society. 

(To be continued.) 

Gounod's 'Redemption' is enjoying a remarkable wave of 
popularity on the Continent. We are informed that 
performances have taken place or are arranged in the following 
towns: Charleville (January 28), Geneva (February Io), 
Calais (March Io), Le Havre (April 4), Aix-en-Provence) 
(April 15), Montauban (April 20), Siez (July 2), and Paris. 

A NEW SONG-WRITER: JOSEPH MARX. 
By ERNEST NEWMAN. 

Hugo Wolf has been dead only a few years, and 
already some of the contemporary criticisms upon 
him seem quite antiquated, especially that as to the 
difficulty of his accompaniments. The fact that 
the same thing was said of Schubert's songs in 
their own day ought to have been a warning. In 
the song, as in orchestral music, technical difficulties 
exist only to be overcome; and we owe a good 
three-fourths of our progress in both fields to the 
composers who have persisted in setting the players 
what appeared at the time to be impossible tasks. 
If any one to-day wishes to have the comfortable 
assurance that Wolf's pianoforte parts are really 
quite easy, he may be recommended to get some 
of the songs of Joseph Marx and play through them 
at sight. He has out-Wolfed Wolf as Wolf out- 
Schuberted Schubert; and in another few years, 
no doubt, another new song-writer will out-Marx 
Marx. It does not mean that Marx writes 
outrageously for the pianoforte any more than Wolf 
or Schubert did; it simply means that the ordinary 
pianoforte amateur must improve his technique as 
the ordinary orchestral player has done, first under 
the stimulus of Wagner, then under that of Strauss. 

I do not, however, wish to convey the impression 
that Joseph Marx is notable only for the fulness of 
the pianoforte accompaniments to his songs, or 
that many of them are not simplicity itself. I 
know nothing of him except that he has published 
two sets of 'Lieder und Gestinge,' the former 
containing twenty-eight, the latter-so far as my 
knowledge of them goes-nine songs.* They are 
almost all of them remarkable in some degree, 
and many of them show the composer to be a 
musical poet of unusual distinction. The gratifying 
thing is that coming so soon after Wolf he should 
show hardly a trace of Wolfian influence. His 
individuality is indeed a pronounced one, as is 
shown incidentally in the choice of poems that as 
a rule avoid the beaten lyrical track that so many 
German singers have made familiar to us. It is 
true that, admire him as we may-and my own 
admiration for him is great-it is too soon yet to 
hail him as Wolf's authentic and indisputable 
successor in the great line of descent from 
Schubert. At present he lacks Wolf's diversity of 
touch and universality of scope, his insatiable 
curiosity about man and nature. Marx's 
imagination, ardent and powerful as it is, moves in 
a narrower orbit; and, probably as a consequence 
of this comparative restriction of outlook, his style 
tends more to uniformity and self-echo than Wolf's. 
His great predecessor gives the impression of 
delight in the whole moving pageant of humanity, 
and joy in the instantaneous noting down of 
observations and experiences. Marx is less 
objective and less perceptive. Without being 
in the least like Brahms in any other respect, 

* They are issued by the Schuberthaus-Verlag, Vienna and Leipsic, 
at prices mostly of i mk.--I mk. 50 pfg. The second set, with one or 
two exceptions, is not so striking as the first. One would imagine it to 
consist of the less good songs that the composer had at first withheld 
from publication. 
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he resembles him in his avoidance of concrete 
suggestion in his music. One need not shy at 
this method of suggestion, for some of the greatest 
music of the world-Bach's, Schubert's, Wagner's, 
Wolf's, Strauss's-makes plentiful employment of 
it. But there are music-lovers who do not always 
take kindly to it, and these should be attracted to 
Marx as they are to Brahms. The absence of it 
perhaps limits the expressiveness of his songs now 
and then. In Wolf's 'Anakreons Grab,' for 
instance, how subtly the drooping accompaniment 
intensifies our visual sense of the old poet's grave 
and the branches that swing gently above it! 
Here is realism of the finest kind, not forcing 
itself upon us for its own sake, inviting us to 
compare it point by point with its original, 
but adding some imaginative suffusion-half 
musical, half visual-to the texture of the poetic 
idea, and so extending the range of this by 
association, and adding a new glow to the colours 
of it. Marx seems to lack this faculty, or to set 
little store by it. In the 'Japanisches Regenlied' 
he seems now and then to be making a tentative 
effort at characterisation, but it is so slight that one 
may be mistaken in imagining the intention ever 
to have been present. In 'Regen,' however (a 
setting of a German translation of Paul Verlaine's 
' I1 pleure dans mon coeur '), he has clearly aimed 
at this suggestive reinforcement of the poetic idea 
by quasi-realistic figures of accompaniment, and 
with only moderate success. We know how 
delicately Debussy has heightened the melancholy 
effect of the words and the music by the softly- 
pattering pianoforte figures; and we can imagine 
what Wolf would have done with a device of the kind 
had he set the song. Marx's attempt at suggestion 
is somewhat heavy and unconvincing; and from 
the almost complete absence of anything of this 
kind in the other songs we may infer that he only 
experimented with it here because he guessed that 
it would be expected of him, but with little love 
for it. 

He is pre-eminently a harmonic and contra- 
puntal thinker, which of course accounts for the 
tropical luxuriance of some of his pianoforte 
accompaniments, as it does for those of Max 
Reger. Conservative minds will no doubt regret this 
latest manifestation of what they take to be a deadly 
malady eating away the vitals of the modern song. 
Their ideal is a symmetrical, self-consistent, self- 
contained melody floating with more or less 
detachment upon an accompaniment that, however 
beautiful it may be in itself, is after all the sub- 
ordinate factor in the whole. We have the ideal 
embodied in the old mot about the statue and the 
pedestal, and, more recently, in Brahms's dictum 
-lately revived by Sir Charles Stanford-that 
one test of a good song is the way it reads when 
we cover up the inner parts with the hand, leaving 
only the vocal melody and the pianoforte bass 
showing. With all respect, there are hundreds 
of good songs to which the test is inapplicable; and 
it will become less and less applicable as song- 
composers develop their harmonic resources. No 
music-lover would say a word in disparagement of 

the purely melodic, or mainly melodic, types of 
song, as they may be called; but there is room for 
another type,-and not merely room, but imperative 
necessity. The more subtle, profound, and wide- 
reaching the song becomes in its psychology, the 
more will composers have to rely on harmonic 
suggestion; and this inevitably means altering the 
balance of power between the two factors. It is 
the pianoforte, as the instrument with the wider 
and more varied range of utterance, that must take 
upon itself more than half the burden of expression, 
and the voice must be content with less than half. 
It is beside the mark to cry out that this is not 
song-writing. It may not be song-writing as it was 
conceived in days when the quasi-symphonic 
possibilities of the pianoforte accompaniment 
were not realised; but it is the only kind of 
song-writing that can give to certain poems 
the full musical intensity of which they are 
capable. It is futile to quarrel over names; 
whether a piece of work like Wolf's 'Geh', 
Geliebter,' or his 'Auf einer Wanderung,' or 
Strauss's 'Pilgers Morgenlied,' * can be called a 
'song' or not in the sense that Schubert's 'Ave 
Maria' or Schumann's 'Du bist wie eine Blume' 
is a song does not matter in the least; they are 
great and moving combinations of poetry and 
music, expressible in no other way than this, and 
that is all that matters. The full conception of 
the song is no more exhausted for us by Schubert, 
Schumann, Brahms and others, than the full 
conception of the drama was exhausted by the 
Greeks for the Elizabethans, or by the Elizabethans 
for us of to-day. 

No sensible modern composer will throw away 
the infinite possibilities of expression afforded by 
the pianoforte in order to comply with some 
imaginary rule of song-writing, and Marx certainly 
does not do so. His harmonic idiom is among 
the richest of our time. It is true that he is a 
little over-fond of one or two modulations, and 
that he is apt to fall at the end of his songs into a 
certain uniformity of device. The climax in 'Hat 
dich die Liebe beriihrt,' 'Maienbliiten,' 'Frage und 
Antwort,' 'September morgen,' and other songs 
is built up in the same way, by a constant piling-up 
of much the same kind of harmonic effect. But 
for all that he handles his harmonic masses with 
great freedom, power and subtlety, moving easily 
through the most complex mazes. It may 
be, perhaps, that he occasionally asks of 
both instrument and player more than they 
can reasonably be expected to do; but these are 
generous errors-perhaps of youth-and will 
readily be forgiven him in consideration of the 
riches he is pouring out. He is fond, too, of a 
semi-contrapuntal method of working; he loves to 
play off against each other different melodic and 
harmonic sequences in the two hands, thus 
frequently giving an inexpressible fulness and 
sinewiness to the texture. Some of the passages 
of this kind, and those in which a distinct melodic 

SThe latter, of course, was written for orchestral accompaniment, 
but it involves the same artistic principle. 

This content downloaded from 204.235.148.92 on Sat, 16 Jan 2016 19:38:06 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


158 THE MUSICAL TIMES.-MARcH I, 1912. 

line has to be brought out in different parts of 
successive harmonies, are by no means easy to 
suggest adequately at first. Passages like the 
following, for example (from ' Wie einst '), seem at 
first sight to be conceived orchestrally rather than 
pianistically; but careful playing will realise the 
composer's idea: 

Lento e legatissimo. 

? " =- - .-r- -F -- :1 rJ 
ii7__-=--1_ 

Marx sees and feels intensely rather than 
widely, which is in itself a reason for the 
copiousness of his harmonic vocabulary. He can, 
it is true, write with great and effective simplicity 
when the occasion demands it,-as in 'Ein junger 
Dichter denkt an die Geliebte,' the 'Japanisches 
Regenlied,' and the 'Marienlied'; but even here, 
though the texture may be less compact than 
elsewhere, it is still rich and full-flavoured. At 
other times he riots in harmonic colour, without, 
however, losing himself for a moment or obscuring 
the steadily progressing lines of the song. One 
surmises from a verbal hint here and there that the 
Chopin influence has been strong with him; he 
loves harmony, indeed, as Chopin loved it, for the 
sweetness and fragrance and changing colour, as of 
some rare ointment, that it yields beneath the hands ; 
he loves to pass it through his fingers as the 
jewel-lover lifts up and lets fall a handful of 
multi-coloured gems. Occasionally, perhaps, he 
is too engrossed with the beauty of harmony 
for its own sake; he spreads this part of 
the fabric so widely that it puts a kind 
of drag upon the vocal melody, which is often 
compelled to move in longer and slower notes, 
with a consequent partial loss of incisiveness and 
of rhythmic interest. This accounts, too, for the 
impression of lack of variety in the style that some 
of the songs give us. But with Marx, as with 
Wolf, though the main thinking seems to the 
casual observer to be done in the pianoforte part, 
and the vocal melody to be an after-thought, this 
latter, on examination, proves to have a logic and 
a raison d'itre of its own. This is notably so in 
perhaps the finest, as it is certainly the richest in 
texture, of all the songs, the 'Barcarole,'-a 
splendidly conceived scheme, splendidly carried 
out on an unusually large scale. The richness of 
his harmonic writing, and the admirable way in 
which it gets to the heart of the poem, can be 
seen again to perfection in the '0O suisser Tod' 
and the 'Hat dich die Liebe bertihrt.' 

Marx's genius, as I have said, appears to be 
intensive rather than extensive, if one may judge 
him as a whole from these songs. Many of the 
poems cover much the same field of emotion,-or 
at all events he views them from much the same 
emotional standpoint; and he elaborates and 
extends the musical expression of the feeling to the 

utmost possible. This is perhaps not always 
desirable; one occasionally feels that Schubert or 
Wolf, for example, would have given us the 
concentrated essence of the song in less space and 
with fewer notes than Marx requires, though it 
would be hard to say, indeed, where he has been 
excessive. Some of the songs are masterpieces of 
ease and concision, such as the 'Marienlied' 
and 'Wie einst,' - the latter in particular 
being a most beautiful specimen of what 
may be called the lyric prose of music. And 
although a brooding intensity seems on the whole 
Marx's most characteristic emotional note, there 
are ample evidences even among this handful of 
songs that his scope is wider than this. He has at 
his command the fantastic, the ironic humorous 
('Warnung '), the healthily-glad ('Sommerlied'), 
and the melancholy-bizarre ('Valse de Chopin'). 
It is surely impossible for a composer with so keen 
a poetical sense and such easy command of musical 
expression not to extend the range of his idiom as 
he grows older, and to refine out of it the 
slight alloy of monotony one notices in it here and 
there at present. His work, too, suggests an 
imagination too powerful and aspiring to be 
content for ever with no larger medium than that 
of the song with pianoforte accompaniment. In 
any case his next songs will be awaited with 
interest. Anyone who wishes to study him may 
be recommended to begin with the 'Barcarole,' 
'Wie einst,' 'Maienbltiten,' 'Sommerlied,' 'Valse 
de Chopin,' 'Marienlied,' 'Japanisches Regenlied,' 
'Ein junger Dichter denkt an die Geliebte,' and 
'0 stisser Tod' from the first set of songs, and 
'Der Rauch' from the second set. Some of the 
songs are provided with English versions that, 
unfortunately, are not models of their kind. 

THE SHORT MASSES OF BACH. 
BY H. C. COLLES. 

The trenchant criticisms which Spitta and others 
have passed upon the four short Masses by Bach, 
each consisting of a 'Kyrie' and a 'Gloria' only, 
have no doubt done much to banish them from 
public performance, and the very natural tendency 
to concentrate attention upon the best alone, as 
shown in the colossal Mass in B minor, has done 
the rest. Nevertheless, we had every reason to be 
grateful to Mr. Fagge and the London Choral 
Society for bringing forward the Mass in F (on 
Wednesday, February 14), which of the four is 
best able to hold its own because of the profoundly 
beautiful feeling of its 'Kyrie,' one of the few 
movements, and quite the most powerful among 
them, which were newly written by Bach for these 
Masses. The majority of the movements were 
taken from church cantatas-a list of them is to 
be found in any of the standard works on Bach- 
and were adapted to the Latin words. It is not 
the fact of adaptation, but the method-or rather 
methods, for they are many-with which fault has 
been found. 

This is a convenient moment to glance again 
at some of them, not in order to repeat or 

This content downloaded from 204.235.148.92 on Sat, 16 Jan 2016 19:38:06 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp

	Article Contents
	p. 156
	p. 157
	p. 158

	Issue Table of Contents
	The Musical Times, Vol. 53, No. 829 (Mar. 1, 1912) pp. 145-192+1-8+193-216
	Front Matter [pp. 145-152]
	The Philharmonic Society of London [pp. 153-156]
	A New Song-Writer: Joseph Marx [pp. 156-158]
	The Short Masses of Bach [pp. 158-160]
	Tempo Rubato [pp. 160-162]
	Congregational Singing [pp. 162-164]
	Occasional Notes [pp. 164-165]
	The Thanksgiving Service at St. Paul's Cathedral [pp. 165]
	Mr. Granville Bantock's 'Atalanta in Calydon' [pp. 165-166]
	London Opera-House [pp. 166-168]
	[Illustration]: Beethoven, 1770-1827 [pp. -]
	Dr. Ethel Smyth [pp. 168-169]
	Church and Organ Music [pp. 169-170]
	Reviews
	Review: untitled [pp. 170]
	Review: untitled [pp. 170]
	Review: untitled [pp. 170]
	Review: untitled [pp. 171]
	Review: untitled [pp. 171]
	Books Received [pp. 171]

	Correspondence
	'The Origin of the Irish Harp' [pp. 171-172]
	The Teaching of Composition [pp. 172]
	Opera in England [pp. 172]

	Obituary [pp. 172]
	'Early One Morning' [pp. 172-173]
	Sir Alexander Mackenzie on Russian Music [pp. 173-174]
	Mr. Edward German at Whitchurch [pp. 174]
	Mr. Joseph Roeckel's Reminiscences [pp. 175]
	The London Choral Society [pp. 175]
	The Philharmonic Society [pp. 176]
	Queen's Hall Symphony Concerts [pp. 176]
	New Symphony Orchestra [pp. 176]
	London Symphony Orchestra [pp. 176]
	London Concerts [pp. 176+181-182]
	Secular Music
	Proud Maisie. Part-Song for S. A. T. B. [pp. 177-180]

	Suburban Concerts [pp. 182]
	Music in the Provinces [pp. 182-189]
	Country and Colonial News [pp. 189-192]
	Foreign Notes [pp. 192-193]
	Miscellaneous [pp. 193-194]
	Answers to Correspondents [pp. 194]
	Extra Supplement: O Sing unto the Lord [pp. 1-8]
	Back Matter [pp. 195-216]



